China was sometimes regarded by Europeans as a model to follow, especially by those in literary circles and the nobility in the seventeenth century. The French philosopher Voltaire once said: 'It is true that the constitution of their empire is the best in the world, the only one entirely based on paternal power.'
1 Some people in Europe, especially among the nobility, were keen on imitating Chinese life, such as owning a study furnished in the Chinese style, or having themselves dressed in the Chinese way. It is said that 'many participants in a masquerade party hosted by the French court had themselves dressed up in the Chinese way on the first new year's eve of the eighteenth century, in order to show their noble taste'.
2 Some Chinese customs, such as tea-drinking, gradually took root in Western culture, while others were given up after a time.
In such an atmosphere, Europeans learned quite willingly from China and achieved some successes. Jacques Gernet said:
China furnished the first example of a disciplined, rich, and powerful state which owed nothing to Christianity and seemed to be based on reason and natural law. It thus made a powerful contribution to the formation of modern political thought, and even some of its basic institutions were imitated by Europe. The Chinese 'system of examinations' was described for the first time by Mendoza in 1585 … The same institution was to be extended to Great Britain in 1855 with the adoption of examination to the Civil Service.
powerful nation on earth. Missionaries from the West, represented by Matteo Ricci (1552 Ricci ( -1610 , who won much respect and friendship among his Chinese friends, started to enter China and convert some Chinese to the Catholic faith, while also bringing into China a quantity of Western books. In the sixteenth and seventeenth centuries, over 150 Western books were translated into Chinese, among which a notable example is the translation of Euclid's Elements by Matteo Ricci and Xu Guangqi, a famous Chinese Catholic scholar . These translations are the most significant achievement on the part of China during this phase of cultural exchange with the West.
As more and more Western missionaries came into China, some serious disputes over etiquette between the Pope, who insisted that Chinese Catholics should not worship ancestors or the emperor, and the Emperor of China who, supported by Chinese Confucian scholars, insisted that ancestor-worship, a key moral value in Chinese culture, was universal and should certainly be practised by all Chinese people, caused Emperor Yongzheng (1678-1735) to issue orders prohibiting the missionaries from converting any Chinese to Catholicism. This resulted in the gradual withdrawal of many missionaries from China, as well as a rapid decline in Chinese assimilation of Western culture, as these missionaries were almost the only channel for China to learn about the West in those days.
Between the coming of the first group of missionaries, represented by Matteo Ricci, to Emperor Yongzheng's banning of missionary activity, we can situate the first phase of the cultural interaction between China and the West, which displays three distinctive characteristics: (1) both sides considered themselves equal to the other; (2) the basic cultural beliefs of both sides remained intact while they learned from each other; (3) both sides took the position of learning from the other with the aim of serving their already existing ways of life. In general, the first phase witnessed a set of free and equal cultural interactions, though there were many drawbacks, such as the ignorance of Western civilisation on the part of China caused by its pride, and the narrowness of channels of communication, with missionaries from the West acting as the chief conduit between the two civilisations.
The Opium War in 1840, waged by Britain against China, brought an unprecedented change in the relationship between China and the West. Now it is generally believed that the year 1840 marked the start of the modern age of China, and changed the whole course of Chinese civilisation. In fact, the Opium War caused a domino effect in China:
The 'self-strengthening' movement, as it was styled, proved a dismal failure; already discredited by 1871 it was finally and totally wrecked in the disastrous Sino-Japanese War of 1894. China's faith in herself thereupon collapsed entirely … The Chinese began to doubt anything of their traditional culture and this gradually caused the May-fourth movement that was to overthrow all traditional Chinese cultures and rebuild their culture by learning everything from the West. … 5 This is to condense a very complex story; but '[t]o learn everything from the West' is the crucial key to the second phase of the cultural interactions between China and the West.
The second phase, started by the Opium War, witnessed some very different characteristics from those of the first phase. First, people on different sides did not feel equal any more, with those in the West feeling superior while those in China felt inferior. A Japanese scholar observed that Europeans admired China around the seventeenth century, yet 'more and more Europeans started to show contempt towards China around the eighteenth and nineteenth centuries'. 6 And the victory over China in the Opium War, together with the military victories that followed, certainly gave this 'contempt', adopted by the Japanese in due course, a very distinct foundation. Second, while China as a nation faced the critical problem 'to be or not to be', the basic Chinese cultural values were questioned and given up in panic by many leading Chinese scholars, who called on the general public to take the same attitude, while all sorts of Western ways of life were introduced to serve as a replacement. The situation in China developed to such an extreme extent that whatever was old (旧 -often translated as traditional) was considered bad, and whatever was new (新 -often translated as Western) was considered good, both during the twentieth century, and even up to the present day. The West never treated its cultural traditions in this way; although there were also many significant changes in the West, these changes were influenced not by China but by the West's own needs. Third, the aim of 'learning everything from the West' was to save China as a nation, which caused the traditional Chinese culture to be abandoned; this, in turn, resulted in China losing any solid cultural criteria for selecting what, and what not, to learn. Such blindness inevitably led to many cultural revolutions in China in the twentieth century, as represented by the May Fourth Movement in 1919 and the Cultural Revolution . These caused great cultural confusion in China that has lasted right up to the present; meanwhile, the West has continued with its own way of life, not much influenced by the Chinese experience.
It is thus clear that both China and the West were independent in the first phase when making decisions as to what influence to accept from the other, so that their cultural interactions generally followed a two-way model. However, in the second phase, China lost its cultural independence under the pressure and influence of the West, especially in the military and political arenas, and started the practice of learning from the West whatever could be used to replace, rather than support or supplement, its own cultural traditions. This can justifiably be called a one-way model of cultural interaction.
II. Literary Interactions in the One-Way Model
Humans are all social beings who belong within certain cultural boundaries, which can be defined from different perspectives at different levels, such as those of ethnicity, linguistics, ethics, and so on. The most popular at present is nationality. The construction of a certain cultural boundary can benefit those within it in many ways, such as collective survival and joint progress, as well as enjoyment of life.
Cultural boundaries are never still. On the contrary, they are in constant flux, sometimes gradual while at other times dramatic, a dynamism shared by both Western and Chinese culture. The general stability of a culture, often during stages of very gradual change, is brought about by two preconditions: (1) the balance of power of different interest groups within the culture, and (2) the ability to resist aggression and influence from without. At certain moments, struggles between different interest groups can result in a splitting of one culture, that fragments into several distinct and even rival cultural identities. In the meantime, the combination of different cultures, by peaceful or violent means, can produce one larger culture.
Interactions of cultural entities often happen at two levels: one of ideas, which is in general peaceful, and the other of force, which is normally violent. The first phase of cultural interaction between China and the West happened mainly in the realm of ideas, while the second phase witnessed the active involvement of much military force. Literary interactions, which seem to be independent of military and political struggles, are in fact not truly independent, as is demonstrated by some distinctive features, outlined below, evidenced in the two phases of cultural interaction between China and the West.
China is a nation with a long and rich literary heritage. It was too proud to pay any attention to Western literature in the first phase, and of course there was a huge linguistic gulf. The books translated into Chinese in the first phase were mostly in the fields of natural science or religion. But it is a different picture on the European side, as quite a few Chinese literary works were translated into European languages and were greatly appreciated. For example, Voltaire praised The Orphan of China ( 《赵氏孤 儿》 ), and Goethe claimed The Fortunate Union ( 《好逑传》 ) was a masterpiece which contributed to the formation of his concept of world literature.
The involvement of military and political powers changed the whole picture in the second phase. Literary interactions normally start with the translation of books. However, very few literary books were translated into Chinese even at the beginning of the second phase, as most Chinese believed that what they needed to do to defend China against the West was to learn natural sciences, especially military science, from the West. Hu Shi, one of the leading figures of the cultural movements in China in the twentieth century, said that 'the other books such as literary books and philosophical books were ignored in those days. It was natural for Chinese then to think that Western art and philosophy would certainly be lagging behind China, with its 5,000 years of history, though the Westerners had very powerful guns'.
7 It is hardly surprising that the selfconfidence and pride of Chinese scholars in their literary tradition was so strong that it persisted for a considerable length of time.
The selection by Chinese scholars of the Western books to be translated was dramatically altered by the failure of the Sino-Japanese War of 1894-5; this made many Chinese scholars think that a mere strengthening of its military forces could not 'save' China, so that they chose to learn from the West in an all-inclusive manner. Since very few Chinese scholars had learned any Western language in those days, they attempted to introduce Western philosophy, politics, economy, literature, and so on into China by translating works of Western origin that had been translated into Japanese. 'During the three hundred years before the Sino-Japanese War of 1894-5, the Chinese translated only 12 Japanese books. But within the 15 years after it, the Chinese translated 958 Japanese books, most of which were originally Western or written about the West.' 8 This really marked the formal beginning of the process of the Westernisation of Chinese culture that still continues.
In the field of literature, Hu Shi, who started and led the literary revolution in China at the beginning of the twentieth century, openly proposed imitating the West. He famously said that, 'after very careful thinking, I have got one idea, that is: to translate as much foreign literature as possible to serve as our model'.
9 Hu Shi himself took the leading role by publishing some poems labelled new Chinese poetry. The reason that Hu Shi started his literary revolution in the field of poetry was that it had been regarded as the most noble of all the traditional Chinese literary genres. A change in the field of Chinese poetry would thus rock the very basis of Chinese literature as a whole. Hu Shi achieved great success, which, however, was virtually a by-product of the victory of the Western powers over China in other fields, as not many literary reasons can be found to account for the success.
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The whole history of new Chinese poetry, from its very beginning to the present, reveals its Western characteristics.
11 For example, Hu Shi claimed that his poem 'Cannot Shut In' marked the beginning of new Chinese poetry. Yet it was later found that this poem is in fact itself a Chinese version of the American poet Sara Teasdale's 'Over the Roofs', which is a nice symbol of the nature of new Chinese poetry. 12 With Hu Shi as their example, many new Chinese poets sought their models in Western poetry, which led Western poetry and poets to be greatly admired in new Chinese poetry. Extremists such as Ji Xian (1913-) even proposed the so-called 'horizontal transplantation' of Western poetics into China, although this proved to be a total failure, as he freely confessed later.
In the twentieth century, Western poets also learnt something from Chinese poetry, mainly from the very traditions of Chinese poetry that had been 'discarded' in China, and they achieved some successes. The most famous example is Ezra Pound, who initiated Imagism and published Cathay (1915) to popularise his imagist ideas, which brought some desirable outcomes for Western poetry. The key to this success really lies in the fact that Pound based his learning from Chinese poetics on Western poetry, with the aim of enriching and improving it, not like Hu Shi and his followers, who introduced Western poetry in order to supplant traditional Chinese poetry, which was more destructive than constructive. Although Europe learnt more about literature from China than China did from Europe in the first phase, the opportunity for the Chinese to learn freely from European literature has always existed. In the second phase, China suffered an unfortunate cultural collapse that caused an uncontrolled influx of Western literature, resulting in the prevalent one-way model of literary interaction. In that particular historical circumstance, there was no independence for China, who had no way of assuming the role of an equal partner.
III. Xu Zhimo and William Empson Crossing the Boundaries
The characteristics of literary interaction between China and the West in the second phase can be vividly demonstrated by two cases, namely, Xu Zhimo (1897-1931), a Chinese poet who lived for some time in Cambridge, and William Empson (1906-84) , a Cambridge poet who lived for some time in China. The difference between the status of Xu as a student in Cambridge and Empson as a teacher in China indicates their roles in the one-way model of literary interaction.
Originally, Xu was encouraged by his family to learn economics in the US in order to help 'save' China, an enthusiastically promoted aspiration during those times. Yet Xu simply did not feel any passion or commitment regarding what he was supposed to do in the US. He once said of himself that 'if he had been a person with nothing to be said for him when he arrived in the United States, nothing in him had changed when he left America'. 13 In 1920 Xu left the US for England and became a visiting student at King's College, Cambridge. It was here that Xu's poetic talent was aroused and developed, making him one of the most admired new Chinese poets of the twentieth century. Xu himself said: 'I was indeed blessed in Cambridge, a sweet life experience that, I am afraid, would never come back again … my self-consciousness, was nurtured by Cambridge, my appetite for knowledge was awoken by Cambridge and my eyes were opened by Cambridge.'
14 Cambridge became Xu's spiritual home and a central image in his poetical works throughout his life.
Xu's most famous poem is 'Farewell Again to Cambridge', which is constantly recited in China and known to almost every educated Chinese person; it helped shape the Chinese image of Cambridge as an Eden on earth. Xu soon built a solid reputation as a talented poet and was widely accepted in China. However, an experienced English reader of any English version of this poem may find it hard to be convinced of this poem's excellence. Thus it is worth examining this poem closely.
The vital difference between a talented poet and an ordinary poet is that the former can often create a kind of linguistic music in poems, almost by intuition, that the latter, despite however much hard work, can never match. This is exactly how 'Farewell Again to Cambridge' triumphs over many other new Chinese poems. This can be fully felt and understood as one reads the original Chinese version, but not an English version.
In this poem, Xu famously applies the rhyming abab pattern of English ballads, which is new to Chinese poetry even though not necessarily better than the patterns of traditional Chinese poetry. Xu also applies the line-breaking format, shared by all new Chinese poetry, which makes a poem somewhat more musical compared with traditional Chinese poems that are not set in lines. 17 Yet neither of these two features can be used to distinguish this poem from others that are apparently similar. What makes this poem unique in new Chinese poetry is really Xu's accomplishment in Pianwen, 18 a traditional Chinese poetic writing style that emphasises the musical quality of a text, by which means Xu was able to write very beautiful works while most other new Chinese poets could not.
In terms of metre, Pianwen consists of sentences of two or three metrical feet, occurring interactively, which makes the whole text very musical. In 'Farewell Again to Cambridge', almost all the lines can be read as having two or three feet, though not so strictly as in Pianwen, such as:
轻轻的/我走了/, 正如我/轻轻的/来/; 我轻轻的/招手/, 作别/西天 的/云彩/ 16 Selected Works of Xu Zhimo, ed. Shao Huaqiang and Ying Guojing (Beijing 1983) p. 4 ( preface). 17 It is interesting to note that traditional Chinese poems are often divided into lines in the modern period, following the practice of new Chinese poetry, which makes many scholars in the West believe that traditional Chinese poems were also lineated. 18 The English translation is 'parallel prose', which is not very exact.
And there are quite a few lines in this poem that consist of sentences that accord exactly with the requirements of Pianwen. Besides, Xu's careful choice of characters grants the poem a sort of natural linguistic melody that is itself expressive, articulating almost the same feelings as are suggested by the images. Thus the metre and images in this poem create a perfect unification of poetic beauty that appeals powerfully to readers of the Chinese version.
In fact, there are quite a few famous new Chinese poems whose success really lies in their roots in traditional Chinese literature, which poses a strong contrast to the overwhelming one-way model adopted by new Chinese literature. This is just one example of the fact that, with the unprecedented Westernisation of Chinese culture in all fields, many excellent traditional Chinese cultural ideas and practices have been ignored or driven underground. This phenomenon deserves serious study that has not yet been undertaken, and which would certainly benefit both modern China and its partners in cultural interaction.
The popularity of Xu's 'Farewell Again to Cambridge' also discloses the state of mind of the general public in China during the second phase, where admiration of the West came not from a good understanding of Western culture or friendship with Western individuals, but from the Chinese nation having been defeated, and often humiliated. For some, Xu's 'Farewell Again to Cambridge' is certainly a wonderful placebo, and truly expresses the feelings of the general public of China in the second phase.
An even closer reading of the poem in the light of Xu's life story reveals that it is his love for Lin Huiyin (林徽因, 1904-55) rather than his love of Cambridge that contributes most to the inspiration of the poem. The poet's love for Lin has become a legend in China. Xu, then already married, not only decided to get divorced shortly after falling in love with Lin in Cambridge, but also in August 1922 left Cambridge to follow Lin back to China. It is perhaps a pity that Lin made a rational choice and married another man in the spring of 1928, which brought an end to Xu's crazy public pursuit of her, though not to his secret love. In November 1928 Xu composed 'Farewell Again to Cambridge', in which he expressed his strong feeling of missing Cambridge, together with even stronger feeling for Lin. The images such as gold willows and brides are in fact a perfect blending of the images of Cambridge and Lin in Xu's heart. It is true that Xu's love for Cambridge must surely be genuine, as he himself was treated well and befriended there. Yet it would be unwise to believe that he loved Cambridge more than anything else. We also need to question what Cambridge as a spiritual home really meant to Xu, as it is understandably popular with people in China in this second phase to seek the opportunity to claim some close tie with somebody or some place in the West, in order, somehow, to show a sort of superiority over other Chinese.
William Empson led a completely different life in China from that of Xu in Cambridge. Unlike Xu who meant to learn something in the West to serve his nation, Empson went to China mostly for the sake of having a job. 'He [Empson] had gone to China not with an especially virtuous purpose but simply to fill a paid post, whereas those educators who set themselves up as cultural missionaries -he had Dorothea Richards in mind as one of a number who spoke in terms of "We Who Love China" -had withdrawn from the field of action.'
19 Paradoxically, Empson achieved much more success in the field of cultural exchange than did the 'cultural missionaries', though he did not mean to. Unlike Xu, who claimed a close emotional tie with Cambridge, Empson did not show much admiration for China. In a poem titled 'China', 20 Empson expressed a mixture of sympathy and lack of interest that recurred time and again in his comments on or memoirs of China, though he made favourable comments about some Chinese individuals on various occasions. Unlike Xu, who was keen to absorb some Western cultural values as a replacement for Chinese values, Empson was in general confident of his own culture, though he criticised it often, sometimes bitterly. In fact, Empson was guided by Western cultural values in the course of his close observations of China.
Empson stayed from 1937 to 1939, and again from 1947 to 1952, during which time he had the perfect opportunity to learn Chinese; as a talented scholar, he could have mastered the language had he wished to. Yet he let himself fail after a few fruitless attempts, implying a lack of serious interest in Chinese culture, despite the English books concerning China that he read, and the interactions of all sorts that he had. Empson wrote: I see few people, talk no Chinese, and take very little interest in the local arts … It is rather hard to say why I like being here so much, as I certainly do … No doubt you could generalize it into saying you like to be in a place where there is no sense of sin and no feeling that it is a duty to worry, combined with an adequate amount of hardheadedness.
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It can be concluded that Empson did not go to China because of his love of its culture. Rather, he chose a job abroad because he had suffered deep humiliation at home at Cambridge, which left a scar in his heart that seems never to have fully healed.
As a professor of English, Empson was deeply admired by his students in China. Wang Zuoliang, one of his students, who took Empson as his model, recalled with great admiration that Empson typed out the whole text of Shakespeare's Othello from memory in order to teach it. 22 Many other students of Empson in China expressed the same admiration on different occasions. It is worth bearing in mind that quite a number of his students, such as Wang Zuoliang, Xu Guozhang, Zhou Yuliang, Li Funing, Xu Yuanchong, and Yang Zhouhan, were leading members in the field of English education and English literature, while many others, such as Mu Dan, Du Yunxie, Zheng Ming, Zhao Ruihong, Yang Yi, and Yuan Kejia, were famous figures in the field of new Chinese poetry, through whose work the voice of Empson is broadcast powerfully to the general public. At the same time, Empson was also well respected by his colleagues, who were among the best minds in China in those days. John Haffenden records: 'Empson would not have agreed with Hough's estimate that he lacked the "necessary companions" while in China; he believed his sharp, sage colleagues in the refugee university were up to the intellectual demands of any conversation.' 23 In China today, Empson is often placed together with Matteo Ricci, and is regarded as one of the most important figures to have contributed to the cultural interactions between China and the West.
The status of Xu as a student in Cambridge and Empson as a teacher in China serves as a perfect metaphor for the second phase of cultural interaction between China and the West. Both Xu and Empson, as two talented minds in their respective fields, did whatever it was possible for them to do, with great success. It is undoubtedly the case that both of them are wonderful examples of people who have played a part in cultural interactions between China and the West in the second phase, in their own unique ways.
IV. Conclusion: Balance in Becoming
All human beings belong within one large boundary of humanity, and a tiny place in the universe. It is no accident that people all around the globe share, both physically and psychologically, so many features. Although the contemporary written records of ancient times show no sign of any cultural interactions between different peoples, such as between China and the West, it is certain that all human beings do somehow share one origin, millions of years ago. The fact that human beings share the most profound sameness makes it possible for different cultures to interact with each other. In a certain sense, we can take the totality of all cultures as the most general cultural boundary for the human being. Nothing can stop the interaction between different cultural identities so long as there are different peoples who can reach out to each other, because this often brings huge benefits to all the parties involved. First, interactions with another culture can often help and promote the growth of one's own culture. Second, these interactions sometimes result in the cooperation of different cultures, which can tackle problems that one culture alone could never succeed in doing. Third, a more inclusive cultural boundary at a different level that contains strong elements of the constituent cultures can sometimes result, which can promote more disciplined competition and smoother co-operation between different interest groups and individuals. These are the desirable outcomes that healthy cultural interactions, which are often part of a two-way model, can bring about.
The decline and fall of one culture is always a disaster for humanity at large, as each unique culture offers the possibility of a different way of life, paving the way for anyone who wants to embark on the adventure of attempting to live in a different cultural milieu; and thus it is the spiritual home of each individual at the highest level. It is a pity that some shortsighted social/cultural groups have caused severe cultural losses of this kind, which can never be remedied. It is fortunate that the modern world is realising the importance of keeping alive a variety of cultures that can always serve as partners, either in co-operative or competitive ways, to each other. One can surmise that one culture, if it were the only one left in the world, no matter how seemingly powerful it had been, would soon suffer from decay, disruption, and finally death. An ideal model of cultural interaction is one that can highlight and help develop and spread the best aspects of both sides, not in destructive rivalry, so that humanity can grow in a healthy way, which objective can hardly be achieved in the one-way model.
It is certainly necessary and good for China to learn from the West. Yet the way that China did this has been so extreme -though this is understandable considering the military and political forces deployed by the West -that a one-way model was the inevitable result, leading China to undergo great changes and become a Westernised nation in its general character, something that damages healthy cultural interaction in many ways.
The uniqueness of Chinese cultural ideas and practices has granted the Chinese perspectives on and understandings of the world and life itself which have resulted in many unique achievements that have benefited the West. For example, Joseph Needham suggests that the introduction of Chinese science actually helped transform Western societies. 'It is widely appreciated that their inventions changed the course of world history. Without paper, printing, the compass, and gunpowder, how would the change from feudalism to capitalism in the West have been possible?' 24 However, the Westernisation of Chinese culture will inevitably cause the decline or even extinction of the uniqueness of Chinese culture, thus greatly reducing its future contribution to humanity, Western cultures included.
The one-way model of cultural interaction between China and the West has caused the overwhelming Westernisation of China at the cost of driving much original Chinese cultural practice underground, which is surely a great loss to humanity at large. Nowadays, many of the interactions between China and the West, such as those between capitalism and socialism, are really between Western cultures themselves, as none of them is really of Chinese origin, though they may have some Chinese colouration. Such interactions are not a very desirable development, though they could bring some insights to both sides. Furthermore, Western cultures also exemplify many defects which have resulted in a range of contemporary problems such as pollution, global warming, and nuclear disaster. This makes it even less desirable to cause the loss of cultural practices that are different from those of the West.
It is a great pity that many traditional Chinese values have been severely suppressed and driven underground when they could in fact be developed to balance the many modern problems in China that are caused by the indiscriminate process of Westernisation. Joseph Needham once said:
What it would probably be true to say is that science in traditional China was never divorced from ethics, i.e. value-free. This kind of science was at first, in the West, highly beneficial -an unravelling of the forms of experience -but in the end it has proved most dangerous for humanity … If mankind is not able to learn this lesson, then the utter destruction of all life on earth is inevitable. The science and technology that modern Westernised China has adopted from the West are causing great disasters, and a reconstruction of the balance between science and morality is urgently required. 26 Needless to say, the disasters in China, if not tackled, will also eventually bring deep damage to the West.
There is no lack of narrow-minded and short-sighted views and deeds in the field of cultural exchange, both in China and in the West. The British and French armies in China who burned the Summer Palace in Beijing to the ground certainly did not realise what they were destroying; the vanguard of the May Fourth Movement in China who labelled the whole Chinese heritage as negative certainly did not really know what they were destroying. Politicians can certainly find many reasons to defend whatever they want to defend, yet true scholars would never bend knowledge in this way.
The interactions of literatures, which should have distinctive features of their own, exemplify more or less the same trend as those in the wider world, where China has learned from the West in the fields of military science, economics, and politics. It is quite illogical to assume that a nation with more powerful military force is superior in all the other fields as well, as ancient Greece was certainly more advanced in the field of humanity than its military conqueror. Besides, the beauty of literature is often culturally bounded, as the most basic literary features of an imaginative work, such as the sound of the words and the delicate feelings expressed, are all bound to a certain language and culture. There is therefore no doubt that one should always stick to the principle of independence in the field of literary interaction. In the meantime, however, one cannot deny that literary interactions, usually in the free style of the two-way model, could often enrich both parties to a considerable extent, and it would be most desirable if some literary theories that cover the principles of both could be worked out to serve as a guide.
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As a result of the one-way model, much of China's valuable literary heritage was not properly studied, let alone properly appreciated or inherited. Even works that benefit greatly from the traditional Chinese literary 26 Studies show that the key problem of modern China is the domination of philosophy-science, introduced into China from the West, over morality that originated in China. Thus some ways are proposed to balance them in order to relieve the many problems, of which the most serious is the decay of morality, in modern China. See Li Zhimin, Truth and Morality of Knowledge (Beijing 2011).
27 A first attempt has been made to construct a new poetics that demonstrates the concerns of both Chinese and Western poetry. See Li Zhimin, Poetics Constructed: Form and Image (Beijing 2008). heritage, such as Xu's 'Farewell Again to Cambridge', are not appropriately evaluated, because traditional Chinese literature is given a kind of underground existence, and not allowed to be brought into view, by the stereotypical thoughts fostered by the one-way model of cultural interaction. This will certainly cause the gradual dying out of much valuable Chinese literary practice, which damages the development of Chinese literature directly, and Western literature indirectly, since the West will lose opportunities to learn from China, such as that taken up by Ezra Pound and others.
Both Xu Zhimo and William Empson played, almost intuitively, their part in the background of a one-way model of cultural interaction, of which they were not conscious and about which they could do nothing. Each in his own way had an admirable outcome. Yet a more conscious effort to adopt the two-way model is highly desirable, at least in this new age when so many of the negative consequences of the one-way model have been revealed: perhaps, the introduction of J. H. Prynne's poetry into China can serve as a fresh start. The key to success in this case is to distinguish between what should be known and what should be learned, as well as between what can be learned and what cannot, which has produced many poetic experiments and even adventures, without any of the negative side effects that occurred in the past; but which has brought about much enjoyment and unconstrained personal friendship for all parties involved.
It is foreseeable that a new type of two-way model of cultural interaction, different from both that of the second phase and that of the first phase, which will be characterised by absolute freedom and equality, as well as open-mindedness and the mutual devotion of the individual participants, will develop fast and bring desirable fruit to both sides, just as this special issue of the Cambridge Quarterly intends, and to which it should make a significant contribution.
